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ABSTRACT

“Drawing in architecture is not done
after nature, but prior to construction;
it is not so much produced by reflection
on the reality outside the drawing, as
productive of a reality that will end up
outside the drawing.”
- Robin Evans
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My thesis is the re-appropriation of the
historical image through the medium of a
comic.
For the first half of this book, I will focus
the conversation around three areas of
inquiries that derived from the work that I’ve
produced. While the second half will focus
on the research that was done to produce
this thesis.
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INTRODUCTION

“In painting… the subject, or
something like it, is held to exist prior
to it’s representation. This is not true
of architecture, which is brought
into existence through drawing. The
subject-matter (the building or space)
will exist after the drawing, not before
it.”
- Robin Evans

Architectural representation fails to
communicate to a general audience.
When shown the floor plan of a
building, the average individual
will only understand the drawing
at its surface. They do not see at
which height the horizontal cut
was taken. They do not understand
the adjacency of programs to one
another. They do not understand
the hierarchy of line weight, or the
reason behind the section cut. For
when they see the plan, they do not
understand it. It is only when an
architect explains, that the average
individual understands. Therefore,
architectural representation fails to
communicate to a general audience.
It has been said, architects do not make
buildings, they make representations
of buildings. For that is where
architectural representation resides,
as a drawing and that is where it fails
to communicate.

Just like the comic, architectural
representation are drawings. While
with the comic, architectural
representation can be political and
provocative; they are variations of
sequential storytelling; and were
created for a general audience. But
architectural representation and
comics are not the same medium:
Architectural representation tends
to focus on the drawing or text, it
is rarely both. While the comic, it
is almost always a hybridization of
both drawing and text. Architects
tend to present ideas from the macro
to the micro level, for large scale
ideation and plans, to the intimate;
that of the scale of the detail. Comic
artists utilize the macro to micro
storytelling, but they capitalize on
the vice versa, the micro to macro,
and any mix in between.

It needs to be understood, while
architectural representation does
fail to communicate to a general
audience, it should not be seen as the
end. For there is a way out, where
architectural representation can
communicate and that is through the
comic.
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BATMAN ARKHAM ASYLUM

By re-appropriating the historical image of
the Carceri, by Piranesi. That which are 16
etchings, situated in a mythical prison, which
depict scenes of monumental space, with
monolithic architecture and of individuals
that are un-recognizable, except moments
where they are chained or tortured. These
etchings provide the access point where I
can then interject my thesis and continue the
development of the Carceri.
This is where it all began, with my
interpretation of the Round Tower. Where
out of curiosity, I questioned what would
happen if Batman occupied the Carceri.
Where I questioned how could the Carceri be
portrayed, and how Batman would perceive
the space. If I stitched together the world of
the Carceri, with the world of Batman. How
can the comic then be used to depict this new
world.
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“The graphic and narrative medium of
comics provides an alternative reality
that helps construct design narratives,
and sometimes can even be used as a
formalizing device.”
- Luis Miguel Lus Arana
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The Carceri

By re-appropriating the historical image of
the Carceri, by Piranesi. That which are 16
etchings, situated in a mythical prison, which
depict scenes of monumental space, with
monolithic architecture and of individuals
that are un-recognizable, except moments
where they are chained or tortured. These
etchings provide the access point where I
can then interject my thesis and continue the
development of the Carceri.
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RE-APPROPRIATION

As I mentioned, the first area of inquiry was
re-appropriation. But, before I talk about
what I’ve done, I want to give a brief history
of the subject. Re-appropriation first became
popular in the second half of the 19th century
by French anarchist theorists. During that
time, re-appropriation was used to define
ownership; for the anarchist, ownership did
not belong to a single individual, but to the
community. Because of this The term reappropriation flourished through social and
political contexts, by individuals that are
sympathetic to anarchist ideals.
While the concept of Re-appropriation was
popular in certain areas during the 19th
century, It wasn’t until after the age of
postmodernism, that re-appropriation was
accepted in the design field. Before that, the
act of re-appropriation was an inauthentic
pastiche. For the stigma of re-appropriation
to change, it required the internet culture
to take part. This is the culture where all
material is uploaded online, for anyone to
copy, paste, and rehash. So by doing so, this
makes every re-appropriated piece something
different than its predecessor.
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As of now, everything that I’ve mentioned is
how our discourse uses re-appropriation. But,
you should know that we are not the only field
that uses this methodology. For example, this
type of method is quite common in comics,
but it’s known as something else. The act of
reference, is the same as re-appropriation.
For illustrators, this methodology is how
they work. By taking stills of real life, they
then have a point of reference to draw from.
For every object that they have drawn, there
is a corresponding folder on their computer
that has over 100 images depicting that
object. For the illustrator, it’s not just the
object they reference but people as well. For
example, Mike Deodato, when composing a
page, where he wants to show emotion, he
will use himself as the reference. This is then
similar to Brian Bolland, as he referenced
himself, to create the cover of Joker for the
Batman: Killing joke comic.
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THE AUDIENCE

Here we are to The next area of inquiry, the
audience. Within the architectural education
discipline, the role of the audience is simple.
The audience is to become the consumer. One
who is told what to view and how to view.
Only at rare moments, does the audience
interact. Those are the moments that I want
to bring attention too.
To explain what I mean, I want to bring
attention to you the concept of blood in
the gutter. Here is a concept introduced by
Scott McCloud, where crime happens in
the gutter between two panels. Where the
death of the character occurs between the
two panels, its never depicted in the drawing
or in the narrative. While it never happens
“on-screen” per say, the reader interprets
what happens, making not only the author,
but the reader an accomplice to the murder.
This type of storytelling changes the reader.
From a passive reader who sees everything at
face value, to an active reader, one who starts
to interpret the story differently, reading in
between the lines.
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For This is the moment that I want to capitalize
on. That moment where the reader becomes as
much as an accomplice as I am. By utilizing
subtle techniques within our work, we can make
our audience an active participant. For example,
by using the full bleed of a page with a structure
that continues to the edge. This tells the reader,
that the building continues beyond the boundary
of the page. Which then brings in the moment
where the reader starts to interpret the image
outside of that boundary. Allowing them to
take ownership, and in the end, they become an
accomplice to what I’ve designed. This can only
happen, because of the way I’ve utilized the full
bleed.
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Here is another example which appears on
the right side of this page, with the depicted
suspended structure. For this example I utilized
one of Gestalts Laws, the law of closure. This
law states that our brain tends to see completed
figures or forms even if the picture is incomplete.
By strategically placing the structure to bleed
off the page, your mind fills in the gap, by
reflecting the existing half. Because of the
way I worked, you start to understand how the
audience can now become a participant in our
discourse. Instead of seeing the audience as a
consumer of what we say and do. I propose that
the audience should not be that, but something
more significant. They should have an active
role during the discussion, and this is easily
achievable through the techniques that I’ve
shown.
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Perspective
Here we are to the last area of inquiry, the
perspective. Before I talk about what I’ve
done with the perspective, lets talk about
its history. In the beginning early historical
works of art typically sized many objects
and characters based on hierarchy, according
to their spiritual or thematic importance, not
their distance from the viewer. It wasn’t until
the Renaissance, where Brunelleschi used a
combination of mathematics and vanishing
points to create the perspective that we all
know today.
To explain the concept of perspective,
Brunelleschi had a demonstration where he
had people look through a hold in the back
of one of his paintings. Through it, they
would see a building. While the viewer is
still peering through the hole, Brunelleschi
moved a mirror in front of the viewer,
reflecting the painting along with the
vanishing point, which was centered from
the perspective of the participant.
Once understood, almost every artist in
the renaissance area used Brunelleschi
geometric perspective. For the concept of
the perspective has not changed for the last
600 years, nor has it been altered within the
architecture discipline. It is here where we
teach our students that you should always
view the building from the eye level of 5’8”.
Through the eyes of a typical user, and
that has never been questioned within our
discipline. For that purpose, this is what I
am questioning, why should we be forced to
depict our work at the eye level of 5’8”?
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While I talk about this concept, I’m not
the first to realize the potential of what
the perspective could be. No, in fact, it was
the comic that shows us what the potential
of the perspective can be. By following the
perspective of the superhero, the reader
becomes an active participant, seeing new
relationships between spaces. Furthering the
interaction between man and the building.
It’s the comic that challenges the standard
norms, and it’s the work that I’ve done that
challenges the architectural discourse of that
normality, that we’ve grown so accustomed
too.
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Its not only the angle of what’s being
viewed that I want to challenge, but the way
we perceive our work. To explain what I
mean, I wan to bring up the concept of Eye
Flow. Here is a concept where a comic can
be deemed effective if the flow of the eye for
an individual is uninterrupted. You can see
this here in three precedents, where the red
line depicts the way an individual would read
through the comic.
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Because of the way I want my work to be
perceived, I had to be methodical in situating
Batman and the text. For the average reader,
they look tend to look for either those two
things. By situating them in this sequence,
the reader’s eyes will then naturally flow
through the page, causing no interruption
to the story. Creating a level of satisfaction
that is unknown to the reader, until there is
a problem.
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ARCHITECTS AND COMICS

“Dancing between the line of
narrative
and
representation,
cartooning is a medium that facilitates
experimentations
in
proportion,
composition,
scale,
sensibility,
character plasticity, and the part-towhole relationship as the page becomes
an object. More importantly, this
drawing medium affords the possibility
of conflating representation, theory,
criticism, storytelling, and design.”
- Jimenez Lai
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Due to the speculation and imagination in
comics as a medium, architects where drawn,
they want to see if they too can capture the
charm of a comic with architecture as it’s
story.
Since the twenties, there has been several
architects who’ve used comics as a means of
communication and to graphically represent.
For this presentation I’ve highlighted eight
of those architects and their work through a
curated set of images in panels. These eight
are Le Corbusier, Peter Cook, Thom Mayne
& Michael Rotundi, Bjarke Ingels, Herzog
and De Meuron, Jimenez Lai, Wes Jones, and
Luis Miguel Lus Arana. While again I’m only
highlighting eight architects who’ve utilized
comics, this list would also includes Rem
Koolhaas, Jean Nouvel, Norman Foster, and
Neutelings & Riedijk.
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Le Corbusier

Peter Cook

Herzog and De Meuron

Jimenez Lai

Thom Mayne & Michael Rotondi

Bjarke Ingels

Wes Jones

Luis Miguel Lus Arana
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Metropolis Magazine

It wasn’t just architects who’ve wanted to use comics as a means of
communication of architecture. Metropolis Magazine for example would
include a single page comic as their last page for almost every issue.
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While the storytelling wasn’t compelling, the fact that even a famous
architecture magazine had an interest in comics, shows us that there might
be something to capitalize on with the comic as a medium.
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“The medium we think in defines what
we can see.”
- Nick Sousanis
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ARCHITECTURE IN COMICS

Here I created 18 pairs of drawings,
highlighting the architecture in mainstream
comics, such as Batman and Spider-man.
To make these drawings, I went through
those 30 pages, looking for any element
of architecture. Then once an element
was found, I scanned the page, taking that
element, to create a drawing that is a curated
set of architectural elements in panels. To
create this, I had to define some rules. The
color panels divided the page down into four
pieces. The red dash line defined a gutter
that spanned the whole page. The blue line
indicates a gutter that appeared after the
layout was done and only spanned a quadrant.
While the numbers indicate which panels
would be effective for story composition.
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COMIC COMPARISON

After finishing those 18 drawings, I had
to understand them even more than just a
representation strategy. I had to analyze the
actual image.
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For the background, as you can see in both Batman and Spider-man, the
architecture in the background tends to highlight the form of the building,
with some differentiating characteristics.
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Background

Then for the midground, both series are about the same in the level of
resolution and detail like that of the background.

Midground

131

UNDERSTANDING THE HUMAN FIGURE

In our history we have multiple examples
of people trying to understand their body
in relation to proportion. An example would
have to be the Vitruvian Man by Da Vinci
or the Modulor Man by Corbusier. For
each example the individual was trying
to understand themselves to scale and
proportion.
When we design, we design for an individual
or a group. Then when we present, we talk
about this character and its relationship to
the project. But, when we represent, where
afraid to show the interaction of that
individual, we are afraid to show who that
character is. We gravitate to silhouettes of
figures who show no expression, ones who
only occupy space, but don’t interact.

The only part that has a difference is in the foreground. While Spider-man
tends to have the same resolution of detail as it did in the midground.
The foreground for Batman is drastically different; the quality is so much
better, with greater attention to detail. Because of this level of detail,
Gotham became a silent character within the Batman Universe, enriching
the story for better.
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Foreground
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Shigeru Ban
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Gottfried Böhm

Charles and Ray Eames

Sou Fujimoto

An Unfinished Encyclopedia of Scale Figures without Architecture

Sketches of the Human Figure
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